illustrating the 'plurinational' character of British cultural policy.
private patronage. 4 Many feared that state patronage would stifle innovation and creative freedom. Yet the Second World War transformed these attitudes. In 1940, the Treasury agreed to fund a new organisation to support the contemporary arts in Britain. Setup following a special conference between the Board of Education and the Pilgrim Trust, the Council for the Encouragement of Music and the Arts (CEMA) aimed to boost wartime morale by sponsoring local arts groups facing financial difficulties because of the war and by organising its own nationwide programme of plays, concerts and exhibitions. 5 According to
Hewison, this 'mark[ed] the beginning of the modern period in official British cultural policy'. 6 By the end of the war, CEMA had evolved into a major funding body for the arts, and in June 1945 Churchill's caretaker administration announced it was to become a permanent organisation, known as the Arts Council of Great Britain (ACGB), under the chairmanship of the economist John Maynard Keynes. 7 The following year ACGB received its Royal Charter, which defined its objective as 'developing greater knowledge, understanding and practice of the fine arts exclusively, and in particular to increase accessibility to the arts throughout the Realm'. 8 Combining both the democratic aspiration of making the arts available to all with an aristocratic understanding of what defined 'the fine arts exclusively' -opera, theatre, ballet, classical music, painting and sculpture were eligible for funding, but not amateur arts or popular activities like film or photography -this typified the new post-war political consensus between the left and the right. 9 The Council itself was appointed by the
Chancellor of the Exchequer in consultation with the Minister for Education and the
Secretary of State for Scotland, though operated at 'arm's-length' from the government to avoid political interference with the arts. In 1945/46, ACGB's Treasury grant was £235,000 (£6m in 2005), and after ten years this had grown to £820,000 (£14m in 2005). 10 The establishment of ACGB was a landmark in British cultural life. Yet while there have been several studies on its contribution to the arts in England, little research has been done on its influence throughout the rest of Great Britain. 11 ACGB has been portrayed as a 'national organisation that reflected the knowledge and outlook of the southern [English] metropolitan elite', but this is not entirely true. 12 As part of its 1946 Royal Charter, separate Welsh and Scottish Committees were given powers to 'advise and assist' ACGB on its work in Wales and Scotland respectively. 13 These became the Welsh and Scottish Arts Councils in
1967, yet remained subcommittees of ACGB until 1994, when the organisation was split into independent arts councils for England, Scotland and Wales. This paper examines the contribution of ACGB's Welsh Committee to the arts in Wales by focusing on one of its priority areas -the visual arts. Drawing on archival material, annual reports, exhibition catalogues, and newspapers and journals from the period, it argues that the Welsh Committee played a key role in developing this area of Welsh cultural life. This paper also aims to address the critical question of ACGB's role in relation to national identity in post-war Britain. According to Hewison, ACGB was one of several statefunded cultural institutions which put 'flesh on the bones' of British national identity, thereby helping mobilise the post-war political consensus. 14 As Weight explains:
By subsidising and publicising British culture, the state could awaken the latent sensibilities of the people. Armed with those sensibilities, Britons would be able to appreciate what in 1940 Lord Reith had called 'the value and reality of cultural roots'. The result, reformers hoped, would be a nation of mature, patriotic citizens, a social unity never before achieved in peacetime and a renewed sense of purpose in a dramatically changed world. 15 Yet once again there has been little analysis of how this issue played out in the rest of Great
Britain. This paper therefore seeks to address this gap by determining whether the Welsh Committee also tried to promote British national unity or whether it fostered a separate sense of Welsh culture and identity through its patronage of the visual arts. It therefore seeks to address the call for more research on Wales since 1945 beyond the political sphere, and in particular the relationship between Welshness and Britishness. The Welsh Committee was originally appointed by ACGB as an 'advisory committee', but following Scotland's example, it eventually gained full autonomy over its own budget (which was calculated on a per capita basis) in 1953. 21 As Lord Goodman pointed out to the Commons Estimates Committee while Chairman of ACGB in the late-1960s:
[The Welsh Committee] is an autonomous body with its own grant. At the beginning of the year they arrive with their mules and camels, we count out their ingots, they put them in their bags and off they go over the hills with their money. They spend their money and we spend ours. 22 However, there was little appetite amongst the Welsh for going further in demanding an Wilson, for example, was known as the 'father' of English landscape painting.
The standard explanation for Wales's lack of a visual tradition was the belief that the Welsh, as descendants of the ancient Celts, were a spiritual people whose 'natural' talents lay in oral traditions like music and poetry, rather than the making or the appreciation of material objects like paintings and sculptures. 30 Bell, however, refused to accept this racial stereotype, and concluded the problem must be due to material constraint. 'Painting', he argued, 'only flourishes in an urban civilisation, when it is supported by wealth and the kind of social background which wealth brings'. 31 Wales had simply been too poor to sustain much artistic activity in the past -only with the introduction of state patronage did it have the proper means to create what he called 'a living tradition of art'. 32 Bell was wrong to assume Wales had no visual tradition. As research over the last two decades by Lord and other 'new' art historians has shown, Wales has a long history of image-making. 33 Bell simply overlooked this tradition, because the work was made by lesserknown artisan painters and craftspeople who did not conform to the Western high art canon. 34 However, it is certainly true that, compared to other artforms, the visual arts lacked the institutional support around which a coherent Welsh art world could develop. Although
Wales was home to several public galleries, including the National Museum of Wales in Cardiff, the Glynn Vivian Art Gallery in Swansea and the Gregynog Gallery at the National Library of Wales in Aberystwyth, these rarely showed exhibitions by contemporary Welsh artists. 35 The annual National Eisteddfod, meanwhile, provided only a temporary space for Arts and Crafts.
There had been several past attempts to establish a Welsh art world. In 1881, the There was a scene of desolation as complete as anything the world can show;
there was nothing of the beauty of rural Wales. Yet Herman was brimful of the delight of an artist.... The lesson that evening for me is that beauty has many facets and the artist in Wales has not only found the beauty which is for all to see, but found it at just the moment at which we have turned our eyes away. 44 Bell wanted indigenous Welsh artists to follow Herman's example in producing expressionistic work which captured the 'many facets of beauty' within their own local environment. In a sense, this was nothing new -Evan Walters and Archie Rhys Griffith had been depicting the Swansea Valley since before the Great War. 45 The Welsh Committee accepted Charlton and Powell's proposal and preparations How can a tradition be created overnight as some wish fulfilment? As far as
Welsh art is concerned it is apparently sufficient merely to paint pictures of Wales: of mountains and miners, particularly miners coming and going to pit, chapel or club…. This is a surely a very superficial way to "create a tradition". 76 Webster called on Welsh artists to abandon their commitment to the Welsh local environment by focusing instead on the 'form and colour that the quality of his [sic] work will ultimately depend on', and concluded his article with a quote by Jackson Pollock attacking nationalist art: 'The idea of an isolated American painting seems absurd to me just as the idea of creating a purely American mathematics or physics would seem absurd'. 77 There were also commercial factors behind the shift to towards international art.
Exhibitions like the Welsh Opens partly aimed to develop a market for contemporary Welsh art by encouraging industry and public bodies to buy work by Welsh artists. However, while this had achieved some success, the character of Welsh industry and public life was changing. 78 Old heavy industries like coal-mining were being replaced by new industries like the manufacture of cars, electronics and household goods. Government had meanwhile embarked on an ambitious programme of modernisation, with the construction of the M4 motorway, Cwmbran Newtown, and new steel plants at Port Talbot and Llanwern. In order to appeal to these potential clients, the Welsh Committee felt the need to invoke the spirit of the 'new' Wales through encouraging work which embodied a greater sense of modernity, internationalism and progress than the traditional Welsh image of hills, mines and chapels.
Cross had decided to organise the exhibition on the theme 'Industrial Wales' on the advice of In 1964, Labour had returned to government for the first time since the early-1950s with the promise of modernising Britain through the 'white heat' of science and technology, and in 1965 it published the first ever white paper on the arts. 88 Another wrote: 'These modern monstrosities are the products of a twisted imagination'. 93 There is further evidence to suggest that abstract art was unpopular with audiences in Wales. A visitors' survey conducted during an exhibition by the '56 Group at the National Museum in 1969 uncovered 'much ill-considered prejudice and downright hostility to "modern art"', although it did also find 'a much greater tolerance and willingness to see the scope of the problems tackled by the artists' among the 15 to 30 age group. 94 Only 10 per cent of the respondents were 'professional' workers, suggesting social class and education may help to explain these attitudes. 95 Yet even Wales's more informed art collectors showed little interest in abstract art. According to Wakelin, the collections of Judge Bruce Griffith, Derek Williams and Phyllis Brown 'seldom extended beyond the Modernism of the midcentury to the contemporary movements of the years that followed such as Abstract Such exhibitions are considered -often rightly, in my view -by the majority to be esoteric, intellectual and incomprehensible…. Although the work of furthering the avant-garde of any age is extremely important, I also feel that we should be spending some of the taxpayers' money, … to try to explain the relationship between art and life and to vitalise the creative process through the interaction and reaction of people, products and producers. 102 In response, the Art Subcommittee decided to abandon the Welsh Open series in favour of a new series on 'Art and Society' which looked at the visual arts within a social context.
Intended to appeal to more people by emphasising the social rather than the aesthetic meaning of art, this became the Welsh Committee's most popular exhibition series ever. 103 The decision to reprioritise access over standards came at a time of broader changes for the Welsh Committee. not only of its Welshness, but contributing also to a more diverse sense of Britishness.
